This article analyses the growth of professional equality in the Scottish dance industry. It defines the growth of professional equality as a social movement driven by a group of core and peripheral individuals and organisations bound together by a shared cause. Through defining professional equality as a social movement, the article analyses the challenges, strategies and contextual factors that enabled the emergence of Scotland as a 'hotspot' for disabled dancers. The data used in this article is an autoethnographic account of professional equality coproduced by the first author (as interrogator) and the second author (as autoethnographer). Using the autoethnographic method allows us to address the development of professional equality 'from within' the movement and to highlight three key factors that drive the movement forward: the genesis of the professional equality movement within the dance industry (rather than outside it); informal networks, which secure information sharing and collective advocacy across the sector; and the institutional characteristics of the industry, in particular the lack of a national disability arts organisation.
Introduction
In July 2013 the British Council conducted a 'study visit' to Scotland to learn more about how and why Scotland is leading the way in the development of equality in the performing arts. The visit was part of the British Council's Unlimited Access programme that looks at how countries throughout Europe can be working with, and presenting more work created by, disabled and deaf artists. Twenty-five representatives from twelve countries were present in Edinburgh to engage in dialogue with representatives from funding bodies, training institutions, arts organisations and venues, as well as independent artists, based in Scotland.
These representatives had one thing in common: they were in some way involved in the promotion of a 'professional equality' agenda across the dance profession. Their agenda has been boosted in the past five years as different groups and individuals from across the industry have united to lobby for equal educational and employment opportunities for dancers with disabilities. The British Council visit represents the most recent milestone of a series of connected efforts by a group of protagonists to achieve commitments to professional equality from organisations across the sector. A change of focus to an equalities agenda by Scotland's main arts funding body (Creative Scotland), several determined leaders within well-respected arts organisations, and a few driven individuals has led to a change in Scotland's artistic landscape in relation to the work of, by, and with disabled artists. The British Council visit may be seen to consecrate the status of the Scottish professional dance sector as a pioneer in ensuring equality for dancers of all (dis)abilities.
Well-developed bodies of literature exist in the areas of dance performance and disability, and dance education and disability. These literatures focus on issues which are central to the need for, and growth of, professional equality.
As Albright (1997, p.56) argues, 'as an expressive discourse comprised of physical movement, dance has traditionally privileged the able bodied'. Studies in these areas have dealt with issues such as how disability is performed (Kuppers, 2001; 2003) , how viewers and screen media construct disability in dance (Whatley, 2007; 2010) , how perceptions related to disability and dance emerge at early stages of dance education (Zitomer and Reid, 2011) , and how change might be achieved (Elin and Boswell, 2004; Schwyzer, 2005) .
In contrast, our article adopts an organisational perspective on the issue of professional equality by considering it to be a social movement. In so doing we seek to advance understanding of which organisational characteristics of the professional equality movement have contributed to its success.
This article charts and analyses the professional equality movement, which seeks to achieve equality between disabled and able-bodied dancers in Scotland, through analysing an 'insider's' account of the movement. We firstly introduce the context of professional equality in the Scottish dance industry, before outlining our research methods and presenting our autoethnographic account of the growth of the movement, which forms the basis of our discussion concerning the key factors driving professional equality as a social movement. We expect this paper may be of interest to scholars concerned with social movements in the performing arts, as a reflective piece for those involved in the movement, and as an example to those looking to drive forward equality in other performing arts or geographical areas.
Context: equality and the dance industry The history of the dominant Western theater [sic] dance tradition has reflected a particularly pervasive social coding of the body that enforces a corporeal hierarchy serving to invalidate differentiated, heterogenous, and physically impaired bodies.
Professional equality is important in addressing unacknowledged assumptions of appropriateness held by dance audiences. Smith argues that notions of 'corporeal exclusivity', the idea that there is a single correct form of the body and of movement, are common across Western performance art traditions. This is a powerful discourse, which defines notions of appropriateness across performance art, and excludes performers who do not conform to the prescribed form. Sandahl and Auslander (2005, p.69) there was a historical perception that many arts institutions were reticent to adopt a substantive approach to dealing with issues of disability and equal opportunities:
[M]any arts institutions seem to place more resources into presenting a shiny smiley package of equal opportunity proposals and monitoring forms than they do in actually implementing radical new practices.
The struggle for professional equality is partly resourcebased (as some venues cannot afford the upgrades necessary to make their performance spaces accessible), but it is also largely a fight to change normative assumptions. The ability of arts organisations to make a proactive approach to professional equality can be complicated by the role of critics, who exert considerable normative authority in the arts. Smith (2005) provides an account of critics' reviews of performances by Candoco, one of the first dance organisations in the United Kingdom to actively push disabled performers into mainstream repertoires. These 'conservative pronouncements from within the outmoded citadels of "high" art' (Smith, 2005, p.75) There is a horrific, Satyricon quality to CandoCo that heaves up in the chest-nausea at the moral rudderlessness of a world where we would pay money to watch a man whose body terminates at his ribcage, moving about on the stage on his hands.
Methodology
This research has been produced using the guidelines of 'emancipatory' research (Bowles and Klein, 1983 ) which aims to overcome patterns of bias in social science to generate 'awareness of the contradictions hidden or distorted by everyday understandings' and, in so doing, to direct 'attention to the possibilities for social transformation inherent in the present configuration of social processes' (Lather, 1989 , p.259, quoted in Baker et al., 2004 ). This methodological choice relates both to our reasons for undertaking this research, and to the specific choices we have made in data gathering and analysis. Recognising that no piece of social-scientific research can be considered 'value-free', we embrace a political purpose in writing this article. By discussing the evolution of the equality agenda in the Scottish dance sector, we aim to both strengthen this movement and to provide guidance to those attempting to incite a similar movement in a different industrial or geographic context. Similarly, in our research design, we have sought to emancipate our research from any 'othering' of disability or 'disabled people'. We utilise the terminology adopted by practitioners, 'professional equality', to stress not the differences between groups of people based on their physical abilities, but rather the basic equality of access to professional opportunities to which all are entitled. This is not to suggest that the material instances of discrimination which are faced by professional dancers are unimportant to this piece of research, but simply relates to the terminology we use to discuss the social movement.
The central source of data for this research is an autoethnographic account; produced by the second author of this article, a dance professional involved in the professional equality movement, and interrogated by the first author, an academic operating outside the movement. Autoethnography refers to a method which blends autobiography as a research technique with the practice of writing culture referred to as ethnography. In producing an autoethnography, a researcher already embedded in a particular culture adopts an ethnographic approach to interrogating their own experiences 'in the field'.
Autoethnography is considered to be a highly fruitful research method because it enables linkages between the 'everyday, mundane aspects of organizational life with that of broader political and strategic organizational agendas and practice' (Boyle and Parry, 2007, p.186) . By basing our paper on an autoethnographic account of the professional equality movement, we seek to expose the features of this movement which would be less clearly understood by studying the movement from an external perspective.
The autoethnographic account formed the basis of a series of discussions between the two authors concerning the growth of professional equality in the dance industry. As these discussions developed to consider professional equality as a 'social movement' the data pool was expanded to consider industry reports (such as Verrent, 2007 and Creative Scotland's Corporate Plan, 2011) , and we began to critique our data in the light of the literature on social movements. As such, the data presented below is an autoethnographic account of the time during which professional equality was identified as a social movement (to the present day), rather than a complete account of our data.
Together, the emancipatory methodology and autoethnographic method mobilised in this study allow us to understand the development of the professional equality movement from 'within', rather than outside, the process (Shotter, 1996) . The autoethnographic account produced in this article was refined during iterative periods of reflection and 'writing culture' (on the part of the second author) and interrogation based on emergent theory (by the first author). As such, the account presented below is not a raw presentation of 'field notes' but an account of the professional equality movement in Scotland co-produced through discussion (Kempster and Stewart, 2010) .
What is so special about Scotland?
This section presents the autoethnographic account Commitment to equality in such a blanket way at such a high level is unique to Scotland. Scotland is also one of the few countries that doesn't have a disability arts organisation and therefore equality is centralised rather than being palmed off to a 'specialised' organisation. So, equality is valued, central and seen as important. There is a long-term and on-going investment in, and commitment to, developing and retaining disabled artists in Scotland.
There is also an expectation from funders like Creative
Scotland that equality is on the agendas of arts organisations where it would usually be absent.
I believe this commitment has generally increased the awareness of work by disabled artists and organisations working with disabled people in Scotland. Work with disabled artists is now seen as a new development opportunity; professional disabled artists are now soughtafter in Scotland as collaborators, makers and performers.
88
We will adopt a mainstreaming approach by embedding equality throughout all our programmes, considering the potential impacts on equality of our policies and our relations with cultural organisations (Creative Scotland Corporate Report, 2011) . However, the provision of opportunities by these individual organisations may be considered to be, to some extent, determined by the national arts funding body; that is, at the institutional level. As Meyer and Rowan (1977) 
